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The one unbearable dimension of possible human experience is not the experience of one's own death, which no one has, but the experience of the death of another.
-Jacques Lacan -Anne Michaels
These reflections take as their starting point a book by Paul Ricoeur, whose title is echoed in mine: Soi-meme comme un autre, Oneself as Another. Ricoeur explains in his Preface that he takes the conjunction "comme," "as," in at least two senses: "oneself similar to another" ("semblable a un autre") and "oneself as ... other" ("en tant que . . . autre") (14) .1 This dual meaning is far from exhausting the richness of Ricoeur's philosophical investigation, but I will use it as my guiding thread in discussing Dora Bruder, Patrick Modiano's personal exploration of a few months in the life of a young girl who was deported from France in 1942 and who died in Auschwitz, as did her parents, Cecile and Ernest Bruder. These were people who left very few traces, "almost anonymous," Modiano writes (Dora 29), barely more than names on a police blotter or an identity card. His book is an attempt to reconstruct the image of Dora Bruder and 326 ST&TCL, Volume 31, No. 2 (Summer, 2007) her family, using the combined resources of the historical archive, of his novelistic imagination, and of his autobiographical memories. It is thus a hybrid work, not only between literary genres (biography, fiction, autobiography) but also between the ontological and phenomenological categories of memory and history. I will suggest that Modiano's exploration is based on a complex dialectic between identification and differentiation, or what Ricoeur calls "oneself as similar" and "oneself as other." I will also suggest that this dialectic allows Modiano to raise, in a compelling and original way, the ethical question of responsibility and its relation to mourning.
Before discussing Dora Bruder in detail, however, I want to linger a bit over Ricoeur. The ten studies in his book are arduous, and involve his internal dialogue with both analytic philosophers-who, as he sees it, tend to evacuate the subject from the their analyses by focusing only on "what is said" rather than on "who is saying"-and phenomenologists and metaphysicians, toward whom Ricoeur feels much closer, but from whom he also wants to distinguish himself in a number of respects. In the first instance, he deals with the problem of action: who is responsible for accomplishing an act (whether a speech act or a physical action), and more generally who is the subject of a life story (whether real or fictional)? Here Ricoeur very interestingly posits a dialectic between two kinds of identity: identity as sameness, and identity as the continuity of a self over time. When we speak of somebody's "character," whether in life or in a narrative, we usually mean a sum of permanent traits-these constitute sameness, or what Ricoeur calls the self as idem. We know that people also change, not necessarily remaining the "same." Yet, a certain continuity of the self exists, he argues, and it is that continuity which allows an individual to engage himself or herself toward the future-to make promises, to enter into contracts, and so on.
This continuous (and potentially changing) self is the self as ipse. One of the many functions of the ipse is to guarantee the possibility of attestation, or of testimony: while I may change in various ways over time, the continuity of my self guarantees the truthfulness (not to be conflated with factual accuracy) of my testimony. Although Ricoeur does not dwell on it here, it is obvious that the self as ipse is involved in any act of remembering or recounting.
After the dialectic of ipse and idem, continuity and sameness,
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which is linked to action, Ricoeur approaches what he calls a more difficult question: the dialectic of self (ipse) and other. "How can we account for the work of alterity at the heart of ipseity"? he asks (368) . Using a phenomenological frame, he posits that the experience of alterity always involves passivity (vs. action), and he proposes three dimensions of the experience of passivity: first, the ipse in relation to its own body, and hence to its being in the world; second, the ipse in relation to another self, hence in its intersubjective dimension; and finally, the ipse in relation to itself, which he calls the dimension of conscience, as opposed to consciousness: Gewissen rather than . In all of these cases, what interests him is the experience of "passivity," that is, instances when the self is not (or not only) acting but is acted upon, and therefore experiences itself as an "object" in some way. It is not clear why Ricoeur eliminates consciousness (Bewusstsein) in his discussion of the self's relation to itself, since in the phenomenon of self-consciousness the self does become a kind of object for itself. Possibly, he concentrates on conscience over consciousness because he is trying to come to terms here, at the end of his book, with the question of ethics; and against both Levinas (for whom the ethical injunction comes from a totally external Other, Ricoeur says) and Heidegger (whom he identifies with the "estrangement in the world" paradigm, hence cut off from ethical concerns), he posits a "third modality of otherness, that is, being-enjoined as a structure of ipseity" ("troisieme modalite d'alterite, a savoir l'etre-enjoint en tant que structure de l'ipseite") (409; Ricoeur's emphasis). I take this to mean that, according to Ricoeur, the injunction to ethical awareness, awareness of responsibility toward others, is part of the very structure of selfhood.
How does all this relate to Patrick Modiano and Dora Bruder? I will suggest that in this book Modiano moves from a very familiar-I am almost tempted to say "easy"-kind of identification with another person, who has suffered in ways similar to his own, to an ethical consciousness that depends less on identification than on differentiation; and that what results from this movement is a process that can be called mourning. Here I will be evoking not Ricoeur, who does not discuss mourning, but Freud and Lacan, who do.
Anonymous Persons
It is striking how strong is the appeal of unknown people who really existed. A year after Modiano published Dora Bruder, the noted historian Main Corbin published a book subtitled "On the traces of an unknown man" ("Sur les traces d'un inconnu"). Its protagonist was an individual named Louis-Francois Pinagot, who lived from 1798 to 1876, and whose name Corbin found in a provincial archive purely by chance. Or rather, he happened to fall on his name after he had decided to undertake, as a historian, a rather unusual project: to write a historical study about someone who had made no mark on his time, who had completely disappeared from memory, even on the level of his family, in order to "bring to existence for a second time a being whose memory is abolished and to whom I have no affective ties . . ." (Corbin 8 ). Corbin chose Louis-Francois Pinagot because of his anonymity, because he was no more than "a name, a shadow thrown on documents in which he appeared simply as part of a group [ensemble] or a series" (12). To reconstitute the world of this man, he writes, would require a "history turned inside out" rune histoire en creux"), a history of "what is revealed by silence" and absence rather than plenitude (13).
Corbin, accomplished historian that he is, proceeds to describe the landscape, both geographical and social, in which Pinagot spent his long life, and to reconstitute its major events in relation to the epochal historical events (Revolution, Restoration, more revolutions, Empire, Republic) that Pinagot lived through anonymously, or more exactly, as Corbin explains, as Pathological appropriative identification is a particular problem in Holocaust studies, and a number of theorists have sought to define a distanced mode of identification in opposition to other, more harmful forms in which the reader or viewer of Holocaust narratives "appropriates" the trauma, as well as the memories, of the victims.' I am arguing here that a certain degree of "appropriation" is within the normal range of identifications, even as regards Holocaust victims. I agree with other theorists, however, that a certain distance is necessary, here as in all other identifications: distance guarantees sanity ("I am not the other"), and also allows for the intellectual and moral faculties to come into play (as I will discuss later).
Modiano's appropriative identification with Dora Bruder is not pathological; but it is self-centered, and it makes itself felt from the start. He tells us, on the first page of the book, that "eight years ago"
(an indefinite date he will later specify as December 1988), he came by chance upon a small ad that appeared in a daily newspaper in Paris on December 31, 1941:
On recherche une jeune fille, Dora Bruder, 15 ans, 1m55, visage ovale, yeux gris-marron, manteau sport gris, pullover bordeaux, jupe et chapeau bleu marine, chaussures sport marron. Adresser toutes indications a M. et Mme Bruder, 41 boulevard Ornano, Paris. (9) Looking for missing young girl, Dora Bruder, 15 years, 5'1," oval face, hazel eyes, grey jacket, maroon sweater, navy blue skirt and hat, brown walking shoes. Contact M. and Mme Bruder, 41 boulevard Ornano, Paris. Immediately after this, he writes: "Ce quartier du boulevard Ornano, je le connais depuis longtemps. Dans mon enfance, j'accompagnais ma mere au marche aux puces de Saint-Ouen. Nous descendions de l'autobus a la porte de Clignancourt...." ("I have known that neighborhood of Boulevard Ornano for a long time. In my childhood, I used to accompany my mother to the Saint-Ouen flea market. We would get off the bus at the porte de Clignancourt . . .") and so on for two more pages of autobiographical reminiscence: he remembers the fat photographer who used to propose "photos-souvenirs" to the passersby, and he also remembers a Sunday afternoon in 1958 when police lined the streets because of the "events" in Algeria. He had a girlfriend who lived near there in 1965, when he was twentyhe remembers the cafes in which he used to wait for hours, and his sense of loneliness. Only at the end of those two pages does he return to the ad which triggered these memories: Boulevard Ornano is where M. and Mme Bruder listed their address as they advertised for their missing daughter.
In this first piece of appropriative identification, then, Modiano launches an autobiographical discourse triggered by geographical proximity: he knows the neighborhood, and even the building, where Dora had lived with her parents. The allusion to his childhood and his mother, to his girlfriend in later years, to his loneliness, suggest other points of identification with Dora as well. The ad he had run across was a missing persons ad: Dora had disappeared, run away from a boarding school, and her parents were searching for her. Modiano will tell us quite soon that he too had "disappeared" when he was a young boy, running away for a day from the boarding school he hated, where his parents put him to get him out of the way. He also recounts some painful episodes from his adolescence, including one where his father called the police and had him taken to the station in a "panier a salade," a paddy wagon (70) (71) (72) (73) Some of the life-story he recounts in Un pedigree is already present in the autobiographical discourse of Dora Bruder, especially his conflicted but passionate relation to his father. We could say, then, that his appropriative identification with Dora-she too had run away from school, she too had been a "rebellious" adolescent-allowed Modiano to engage in a form of self-narration and self-reflection about his own disturbed adolescence that would find its full-blown version (albeit a still quite reticent one, especially where brother is concerned) in the autobiographical book published eight years later.
But if this were the only thing accomplished in Dora Bruder, it would be a rather troubling book: using the life of a young Holocaust victim so that you can tell your own story, no matter how painful it is, comes very close to exploitation, or to the kind of "excessive" identification with the victim that Sylvia Plath's poem "Daddy" has often been criticized for. In fact, there is another kind of identification at work as well in Dora Bruder, which produces very different effects, as well as different discourses and kinds of engagement.
Identification as Empathy
Martha Nussbaum, drawing on a long tradition of theorizing about the emotion of pity, or what today is more often called compassion, notes that pity is aroused when one witnesses misfortunes that befall another person, who did not "merit" them by willful wrongdoing . From Aristotle onward, theorists have recognized that "identification with the sufferer" is an essential component of pity or compassion. However, Nussbaum emphasizes that the identification in question-which she calls em-pathetic identification-involves both a recognition of kinship and an awareness of difference: "in the temporary act of identification [that characterizes compassion], one is always aware of one's own separateness from the sufferer-it is for another, and not oneself, that one feels" (35). Nussbaum is interested in the social and political possibilities of empathetic identification, arguing that it offers an "education in social justice" (40) , and that "the ability to imagine the experiences of others and to participate in their sufferings [is] central to political life" (50).
Susan Gubar, borrowing the term from Nussbaum, has analyzed what she calls "empathic identification" in Anne Michaels's 1996 novel, Fugitive Pieces, which imagines the life of a child survivor of the Holocaust who grows up to be a major poet. Gubar's analysis is oriented toward the aesthetic possibilities and consequences of empathic identification: she sees in Anne Michaels's adoption of a male protagonist and of male narrators a recognition of the "dissimilarity" between the author (who was born in 1958 and has no personal connection to the Holocaust) and her characters, "an admission that generates compassion while simultaneously derailing it from a trajectory that could become a dangerous projection or appropriation" (Gubar 253 How is empathetic identification manifested in Dora Bruder? First, by the enormous energy that Modiano expends in trying to piece together Dora's story. He consults police archives, talks to a surviving niece of Dora's father, obtains photographs from her and others, tries to locate the boarding school from which Dora ran away (he speculates that her parents had put her there to keep her safe, not to get rid of her, like his parents-but the feeling of imprisonment, he thinks, was the same), consults histories about the detention center where she was held before being deported, gets the names of other women who were taken there around the same time as Dora, walks the streets of Paris to try and find the places where she had walked, speculates about where she was and when. This quest is recounted in the first-person, but the effect is quite different from the autobiographical discourse I discussed earlier. In fact, this is not autobiographical discourse in the personal sense; rather, it is metahistorical and investigative, as the author tells us how he came to find out certain things, or how he failed to find them.
He also speculates, not unlike a historian, on what may have happened to Dora and her family, and why. Thus, in first discussing Dora's "fugue" from the boarding school, he writes that he found her name on the school registry, with the notation that she had left the school on December 14, 1941, with the "cause of departure" listed as "consequence of running away" ("suite de fugue"). This is immediately followed by a piece of historical-biographical speculation: "C'etait un dimanche. Je suppose qu'elle avait profite de In the final sentence above, he uses his own feelings to try and answer the general question posed in the beginning: running away has multiple motivations-the cold and the dark, your feeling of being alone, your feeling of being caught in a tightening vise. Whose feelings and thoughts are described here? On one level, they are the adolescent Modiano's, and by extension Dora's-but they are also about "us" ("What makes us decide to run away?"), about "you."
Here we have a moment, then, where the autobiographical discourse leads not to the self and its story, but to the story of the other, and indeed to many possible others. At several points in the book, Modiano uses the generalizing "vous" to speak about what happened to Dora and her family. This indicates not only his own empathetic identification with them, but also functions as an invitation to the reader: "you too are concerned." One short chapter, about halfway through, begins with the factual statement that Ernest Bruder, Dora's father, was arrested on March 19, 1942 and interned in Drancy, the camp from which he and Dora were eventually deported (on The writer's responsibility is to try and compensate for the destruction of historical memory-especially, Modiano insists at the end, to compensate for the willful destruction of memory that comes from an unwillingness to acknowledge wrongdoing. In the final chapters, he describes his walks in some neighborhoods in Paris where the poorest Jews had lived, those who were deported in the largest numbers. These neighborhoods were razed soon after the war and new houses were built there. Modiano attributes the renovation of those streets to a planned amnesia, an attempt to erase all traces of those who had been made to "disappear once and for all." This is a clear if implicit accusation: those who had committed the crime also made sure that all reminders of it would be eliminated. "Les facades etaient rectilignes, les fenetres carrees, le beton de la couleur de l'amnesie ... On avait tout aneanti pour construire une sorte de village suisse dont on ne pouvait plus mettre en doute la neutrality" (138) . ["The facades were rectilinear, the windows square, the concrete the color of amnesia. . . . They had eliminated everything in order to build a kind of Swiss village whose neutrality could no longer be put in doubt"]. Modiano uses the impersonal "on," "they," without ever naming who "they" were-but it is clear that the French state and its bureaucracy, which registered the Jews and then handed thousands over to the Germans, are being accused here. The crime, Modiano implies, was not only the action that had been committed, but the attempt to repress it from memory after it had been committed."
As we know, the repressed has a way of returning-and Modiano shows it beautifully a few pages later, just before the end, in a passage that repeats the accusation of planned amnesia but also shows its failure. Immediately after evoking the road that Dora and the other women must have traveled on August 13, 1942, when they were transferred from the Tourelles detention center to Drancy, Modiano writes:
On a construit une autoroute, rase des pavilions, bouleverse le paysage de cette banlieue nord-est pour la rendre ... aussi neutre et grise que possible. Mais sur le trajet vers l'aeroport, des plaques indicatrices bleues portent encore les noms anciens: DRANCY ou ROMAIN-VILLE. Et en bordure meme de l'autoroute, du cote de la porte de Bagnolet, est echouee une epave qui date de ce temps-la, un hangar de bois, que l'on a oublie et sur lequel est inscrit ce nom bien visible: DUREMORD. (144) They built a highway, razed houses, overturned the landscape of that north-eastern suburb to make it . . . as neutral and grey as possible. But on the way to the airport, some blue signs still bear the old names: DRANCY or ROMAINVILLE. And on the very edge of the highway, near the porte de Bagnolet, there lies a wreck that dates from that time, a wooden hangar they forgot and on which one can still read, quite visibly: DUREMORD. Duremord: a difficult death for those who traveled the road, remorse for those who remain? We can read it either way, or both ways." Or yet a third way: to recognize and recall the difficult death 16
Studies in 20th & 21st Century Literature, Vol. 31, Iss. 2 [2007] , Art. 3 https://newprairiepress.org/sttcl/vol31/iss2/3 DOI: 10.4148/2334-4415.1656 of another person is one possible definition of mourning. Lacan, in his long meditation on Hamlet (which he said was essentially a play about incomplete mourning), uses a wonderful image: the death of a person one cares about, he says, creates a "hole in the real" (Lacan 37) . Consequently, mourning is the ritual attempt to "fill the hole in the real" caused by another's death-and the work of mourning takes place wholly in the symbolic register, that of the signifier.
The work of mourning is accomplished at the level of the logos: I say logos rather than group or community, although group and community, being organized culturally, are its mainstays. The work of mourning is first of all performed to satisfy the disorder that is produced by the inadequacy of signifying elements to cope with the hole that has been created in existence ... (38) It seems to me that in writing Dora Bruder, Modiano undertook just such a work of mourning-not only, not even principally, for a single person who had died an untimely and unmourned death, but for all the many thousands of individuals whose brutal disappearance in the summer of 1942 created a "hole in the real." Such work, as Lacan implies, is necessarily inadequate; it is at best a ritual, a gesture toward the stemming of disorder-which may explain why, in some instances, mourning can never be "complete," never be done once and for all. Freud, in his well known essay on "Mourning and Melancholia," opposed the former to the latter as the normal to the pathological: mourning for a lost object has an end, eventually allowing the subject to "move on" and form attachments to other objects, while melancholia (in which the subject "incorporates" the object in an extreme form of identification) is potentially endless and debilitating. But if Lacan is right that the work of mourning takes place in the register of the signifier, then for a writer, an endless mourning is not necessarily debilitating: it can be an endless source of creativity. Modiano's works are almost all "melancholy," famously so; in that regard, Dora Bruder is not an exception. But the very act of writing, of symbolization, introduces a necessary distance; and because of that distance, the "melancholy" tone of Modiano's works is not (or not only) a sign of pathology but the result of artistic shaping. And insofar as he is able to complete each book and "move on" to the next one, his writing corresponds to both Lacan's and Freud's definition of mourning.
Is Modiano endlessly mourning the Jews killed in the Holocaust before he was born? That would be putting it too baldly, and too simply. One could, however, say that his obsession with the period of the war, and more generally with solitary, often inarticulate protagonists who drift through an emotional landscape suffused with devastation and loss (notably in the works that preceded and followed Dora Bruder, including Fleurs de ruine, Chien de printemps, Des inconnues, La Petite Bijou) has a repetitive quality that suggests both mourning and melancholia. Furthermore, paradoxically, this very combination seems to be a perfect machine for producing more texts-something not to be deplored, in a writer; at least, not if the texts are as moving as most of Modiano's have been.
There is more, however. After I had spent much time thinking about Dora Bruder, it suddenly occurred to me: Bruder in German (a language Modiano knows at least somewhat, since he lived in Vienna for an extended period when he was a teenager) means "brother." In Un pedigree, Modiano writes that apart from the death of his brother Rudy, when Rudy was ten years old (he died of leukemia, though Modiano doesn't tell us that-see Laurent 123), nothing in his unhappy childhood and adolescence really marked him deeply, "en profondeur" (Modiano 2004: 44) . Rudy is never mentioned, either by name or allusion, in Dora Bruder. Yet, one can wonder whether the linguistic coincidence inscribed in Dora's name does not produce yet one more element of identification: in mourning for Dora, Modiano may also be mourning, or continuing to mourn, for his brother lost in childhood." Thierry Laurent, who has studied the autobiographical elements in Modiano's work up to 1997 (just before Dora Bruder), devotes a short chapter to Rudy, arguing for his importance in Modiano's emotional life, even though he is mentioned (usually not by name but as "mon frere,""my brother") in very few of his novels. Laurent suggests that Modiano's reticence about Rudy is a sign of the latter's importance, since to make him a "character" would be to somehow trivialize him. Laurent cites the ending of Modiano's novel Chien de printemps (1993) , where the narrator writes about the older man, a typical Modiano-esque lost soul who is the main subject of the work:
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Studies in 20th & 21st Century Literature, Vol. 31, Iss. 2 [2007] (Laurent 132) . But in reading that ending, I could not help thinking of Dora Bruder's death as well, especially since "an unknown date and place" would apply more to her and other Holocaust victims than to Rudy. The rapprochement seems all the more plausible, given that Chien de printemps was written at a time when Modiano had already been mulling over the story (or at least, the figure) of Dora Bruder.'5 Does this mean that Dora is only a "stand-in" for Rudy 
